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H┌ｪｴ D;┗ｷWゲげゲ Self-Built Instruments and their relation to 
Present-Day Electronic and Digital Instrument-Building 
Practices: 
Towards Common Themes 
Dr James Mooney 
University of Leeds 
Abstract 
The first part of this essay describes some of Hugh D;┗ｷWゲげゲ ゲWﾉa-built instruments, focusing 
on their material characteristics and playing techniques. The context in which D;┗ｷWゲげゲ 
instrument-building practice developed is outlined, and four themes that characterise his 
work are proposed: economy, materiality, community, and environment. The second part of 
the essay focuses on present-day electronic and digital instrument-building practices. A 
number of practitioners whose work has been directly influenced by Davies are discussed. 
Finally, some more speculative suggestions are made concerning ｴﾗ┘ D;┗ｷWゲげゲ ヮヴ;IデｷIW 
might indirectly be connectedねin terms of three of the themes mentioned previouslyねto 
the present-day practice of live-coding. This essay describes research in progress, and as 
such does not present any concrete conclusions. The research is being carried out as part of 
an AHRC-funded project in partnership with The Science Museum. For further information 
see http://hughdaviesproject.wordpress.com.1  
Introduction 
Hugh Davies (1943-2005) was an instrument-builder, researcher, composer, performer, and 
pedagogue. He made very significant contributions to the development of electroacoustic 
music as a disciplineねin both practical and epistemological2 waysねand yet the details of his 
work, and the full extent of his innovations, are not as widely recognised as they ought to 
be. Iﾐ デWヴﾏゲ ﾗa D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデ-building practice, there are a few writers who allude to 
his status as an innovator, but they tend to stop short of explaining the precise details of his 
innovations, and how, where, and to whom, exactly, these innovations might have been 
influential.  
Keith Potter (a close colleague of Davies for many years at Goldsmiths, University of London) 
ゲ┌ｪｪWゲデゲ デｴ;デ D;┗ｷWゲげゲ ┘ﾗヴﾆ けヮヴWaｷｪ┌ヴWS ヮヴWゲWﾐデ ﾉ;ヮデﾗヮ I┌ﾉデ┌ヴWげ ;ﾐS ｷﾐaﾉ┌WﾐIWS け; ┞ﾗ┌ﾐｪWヴ 
ｪWﾐWヴ;デｷﾗﾐげぎ 
ぷIへﾐ デｴW ヲヱゲデ IWﾐデ┌ヴ┞が ｷデ ゲWWﾏゲ デｴ;デ H┌ｪｴ D;┗ｷWゲげゲ ｷﾐﾐﾗ┗;デﾗヴ┞が Sﾗ-it-yourself, lo-fi approachね
which in several respects prefigured present laptop cultureねis finding favour with a younger 
                                                          
1
 J;ﾏWゲ MﾗﾗﾐW┞が けH┌ｪｴ D;┗ｷWゲ PヴﾗﾃWIデげが ヲヰヱヵ аｴデデヮゲぎっっｴ┌ｪｴS;┗ｷWゲヮヴﾗﾃWIデく┘ﾗヴSヮヴWゲゲくIﾗﾏっб ぷ;IIWゲゲWS ヱΑ 
March 2015]. 
2
 J;ﾏWゲ MﾗﾗﾐW┞が けH┌ｪｴ D;┗ｷWゲげゲ EﾉWIデヴﾗﾐｷI M┌ゲｷI DﾗI┌ﾏWﾐデ;デｷﾗﾐ ヱΓヶヱにヱΓヶΒげが Organised Sound, 20 (2015), 
111に21 <http://dx.doi.org/10.1017/S1355771814000521>. 
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Potter does not specify precisely how D;┗ｷWゲげゲ ┘ﾗヴﾆ ヮヴWaｷｪ┌ヴWS laptop culture (or indeed 
which particular laptop culture it prefigured), nor does he specify whom that younger 
generation actually comprises. Similarly, Nicolas Collins, in his book on hardware hacking, 
identifies Davies as one of the earliest pioneers ﾗa デｴW ｪWﾐヴW ﾗa けヮｷW┣ﾗ ﾏ┌ゲｷIげぎ 
Iﾐ デｴW ;aデWヴﾏ;デｴ ﾗa C;ｪWげゲ けC;ヴデヴｷSｪW M┌ゲｷIげ ﾏ;ﾐ┞ ゲﾗ┌ﾐS ;ヴデｷゲデゲ ゲﾗ┌ｪｴデ ;aaﾗヴS;HﾉW デWIｴﾐｷケ┌Wゲ 
for amplifying mechanical vibration and microscopic sounds. Since the mid-1970s the 
ヮヴﾗﾉｷaWヴ;デｷﾗﾐ ﾗa けPｷW┣ﾗ Dｷゲﾆゲげ ｷﾐ HWWヮｷﾐｪ ;ヮヮﾉｷances has effectively put contact mikes within 
ヴW;Iｴ ﾗa ;ﾐ┞ﾗﾐW ┘ｷデｴ ; ゲﾗﾉSWヴｷﾐｪ ｷヴﾗﾐぐ ぷTへｴW Sｷゲﾆゲ ｴ;┗W ｷﾐゲｷﾐ┌;デWS デｴWﾏゲWﾉ┗Wゲ ｷﾐデﾗ 
surprisingly diverse corners of our recorded soundscape, and have given rise to a genre of 
けPｷW┣ﾗ M┌ゲｷIくげ  H┌ｪｴ D;┗ｷWゲ ふヱΓヴンに2004) (UK) and Richard Lerman (USA) were two of the 
earliest innovators. Davies began inventing piezo-;ﾏヮﾉｷaｷWS ｷﾐゲデヴ┌ﾏWﾐデゲ ｷﾐ デｴW ヱΓΑヰゲぐ4 
Collins, however, does not ｪｷ┗W ;ﾐ┞ ｷﾐSｷI;デｷﾗﾐ ﾗa デｴW ヮヴWIｷゲW ﾐ;デ┌ヴW ﾗa D;┗ｷWゲげゲ IﾗﾐデヴｷH┌デｷﾗﾐゲ 
to the genre of piezo music. (There are also a couple of factual errors in the preceding 
quotation: Davies died in 2005, not 2004, and he began inventing piezo-amplified 
instruments in the 1960s, not the 1970s. In addition, the implication that John Cage was 
D;┗ｷWゲげゲ ヮヴｷﾏ;ヴ┞ ｷﾐaluence is questionable since, in his own writings, Davies makes it very 
clear that his instrument-building practice developed out of his experience of working as 
personal assistant to Karlheinz Stockhausen in the mid-1960s.5) 
Davies built over a hundred instruments in his lifetime, only a few of which will be discussed 
here. 
Shozyg  
In a video available online, Davies can be seen and heard playing the first of his solo self-
built instruments, the Shozyg.6 It was built in 1968, and it consisted of a collection of fretsaw 
blades, a ball-bearing, a spring, and two contact microphones that fed a stereo output. 
Those objects were mounted inside the cover of a book with its pages removed, which 
happened to be an encyclopaedia covering the alphabetic range of topics from SHO to ZYG; 
this is where the name of the instrument came from. The Shozyg was designed to be played 
with the fingers or, as seen in the video referenced previously, with the aid of accessories. (In 
the video Davies appears to be using a small screwdriver.) In the instructions that were 
published when the instrument was built Davies mentioned the possible use of a number of 
different accessories デｴ;デ Iﾗ┌ﾉS HW ┌ゲWS デﾗ ヮﾉ;┞ デｴW “ｴﾗ┣┞ｪぎ けﾐWWSﾉW aｷﾉWゲが ゲﾏ;ﾉﾉ ゲIヴW┘Sヴｷ┗Wヴゲが 
matchsticks, combsが ゲﾏ;ﾉﾉ WﾉWIデヴｷI ﾏﾗデﾗヴゲが ゲﾏ;ﾉﾉ Hヴ┌ゲｴWゲが Iﾗｷﾐゲが ﾆW┞ゲが WデIくげ7 One of the 
functions of this instrument was to amplify tiny sounds that would otherwise not be heard; 
to magnify a microscopic sound-world. 
                                                          
3
 KWｷデｴ PﾗデデWヴが けH┌ｪｴ D;┗ｷWゲぎ IIﾗﾐﾗIﾉ;ゲデｷI Iﾐﾐﾗ┗;デﾗヴ ｷﾐ EﾉWIデヴﾗﾐｷI M┌ゲｷIげが The Independent, 7 January 2005 
<http://www.gold.ac.uk/ems/hugh-davies-obituary/> [accessed 7 November 2013]. 
4
 Nicolas Collins, Handmade Electronic Music: The Art of Hardware Hacking, 2 edition (New York: Routledge, 
2009), p. 41. 
5
 H┌ｪｴ D;┗ｷWゲが けIﾐ┗WﾐデWS Iﾐゲデヴ┌ﾏWﾐデゲ ;ﾐS Iﾏヮヴﾗ┗ｷゲ;デｷﾗﾐげが Avant: Jazz, Improvised and Contemporary Classical 
Music, Spring 1997, pp. 12に15. 
6
 Martin Klapper, Visiting Hugh Davies, Other Sounds (London: TVF, 1991), I 
<https://www.youtube.com/watch?v=wPT9A0IsGgs> [accessed 12 March 2015]. 
7
 H┌ｪｴ D;┗ｷWゲが け“ｴﾗ┣┞ｪげが ヱΓヶΒが H┌ｪｴ D;┗ｷWゲ CﾗﾉﾉWIデｷﾗﾐが Bﾗ┝ けHDW ヱげが TｴW Bヴｷデｷゲｴ LｷHヴ;ヴ┞が M┌ゲｷI CﾗﾉﾉWIデｷﾗﾐゲく 
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Springboards 
Beginning in 1970, Davies built a dozen instruments that he referred to as Springboards. 
These were ｷﾐゲデヴ┌ﾏWﾐデゲ ｷﾐ ┘ｴｷIｴ け; ﾐ┌ﾏHWヴ ﾗa ゲヮヴｷﾐｪゲ ふaヴﾗﾏ デ┘ﾗ ┌ヮ┘;ヴSゲぶ ;ヴW ﾏﾗ┌ﾐデWS ﾗﾐ 
; ┘ﾗﾗSWﾐ Hﾗ;ヴSが ;ﾐS デヴW;デWS ヴ;デｴWヴ ﾉｷﾆW ゲデヴｷﾐｪゲげく8 The springs were 12 cm in length or longer 
(when unstretched) and were amplified, usually using magnetic pickups.  
My Spring Collection 
CﾗｷﾉWS ゲヮヴｷﾐｪゲ ﾗa ┗;ヴｷﾗ┌ゲ デ┞ヮWゲ ┘WヴW ﾗﾐW ﾗa D;┗ｷWゲげゲ ﾏ;ｷﾐ ゲﾗ┌ﾐS ゲﾗ┌ヴIWゲ, in fact, and he used 
fifty of them in an instrument that he referヴWS デﾗ ;ゲ けM┞ “ヮヴｷﾐｪ CﾗﾉﾉWIデｷﾗﾐげ (1975). My Spring 
Collection featured け50 different unmounted springs which [could] be placed on or held 
;Iヴﾗゲゲ ぷぐへ aﾗ┌ヴ ヮｷIﾆ┌ヮゲげく9 The pickups each had a separate volume control, so that Davies 
could produce stereo effects by routing the outputs to two different channels. 
Concert Aeolian Harp 
AﾐﾗデｴWヴ ﾗﾐW ﾗa D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデゲ ┘;ゲ デｴW CﾗﾐIWヴデ AWﾗﾉｷ;ﾐ H;ヴヮが ┘ｴｷIｴ ┘;ゲ aｷヴゲデ H┌ｷﾉデ ｷﾐ 
ヱΓΑヲく Tｴｷゲ ｷﾐゲデヴ┌ﾏWﾐデ IﾗﾐゲｷゲデWS ﾗa ; IﾗﾉﾉWIデｷﾗﾐ ﾗa けデｴｷﾐ aヴWデゲ;┘ Hﾉ;SWゲ ぷぐへ ﾏﾗ┌ﾐデWS ｷﾐ ; 
ｴﾗﾉSWヴ ぷぐへ ぷ┘ｴｷIｴ ┘WヴWへ Hﾉﾗ┘ﾐ ﾗﾐ H┞ デｴW ｴ┌ﾏ;ﾐ HヴW;デｴ ;ゲ well as played with a variety of 
miniature implements such as a feather and a ゲｷﾐｪﾉW ｴ;ｷヴ aヴﾗﾏ ; ┗ｷﾗﾉｷﾐ Hﾗ┘くげ10 
Multi-Shozyg 
The final instrument I will mention is the Multi-Shozyg (1990-2). This was really a collection 
of individual amplified instruments that Davies developed over time, which were arranged 
together and performed from a table-top, such that the entire collection functioned almost 
like a single instrument.11 
Context 
It iゲ ┘ﾗヴデｴ ゲ;┞ｷﾐｪ ; aW┘ ┘ﾗヴSゲ ;Hﾗ┌デ デｴW IﾗﾐデW┝デ ｷﾐ ┘ｴｷIｴ D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデ-building 
practice first developed. From 1964 to 66 Davies was personal assistant to the avant-garde 
composer Karlheinz Stockhausen. During that timeねamongst other thingsねhe performed in 
“デﾗIﾆｴ;┌ゲWﾐげゲ aｷヴゲデ けﾉｷ┗W WﾉWIデヴﾗﾐｷIげ ┘ﾗヴﾆ Mikrophonie I.12 Mikrophonie I is a piece that 
involves using microphones to amplify and transform the sounds of a large tam-tam gong, 
which is played using a range of different beaters and other accessories. As Davies himself 
acknowledged,13 it was this experience that provided the starting point for his own 
instruments, which were of course comparable in both materials and techniques. 
After working with Stockhausen Davies was in three different performing ensembles in the 
late 1960s and early 70s. Music Improvisation Company and Naked Software were both 
improvisation ensembles, the former somewhat jazz oriented, the latter less idiomatically-
driven. Gentle Fire, on the other hand, specialised in performing compositions rather than 
improvisations per se. Specifically, they specialised in the performance of indeterminate 
scores by avant-garde composers, including Cage, Brown, Grosskopf, Wolff, and others. 
                                                          
8
 D;┗ｷWゲが けIﾐ┗WﾐデWS Iﾐゲデヴ┌ﾏWﾐデゲ ;ﾐS Iﾏヮヴﾗ┗ｷゲ;デｷﾗﾐげく 
9
 D;┗ｷWゲが けIﾐ┗WﾐデWS Iﾐゲデヴ┌ﾏWﾐデゲ ;ﾐS Iﾏヮヴﾗ┗ｷゲ;デｷﾗﾐげく 
10
 D;┗ｷWゲが けIﾐ┗WﾐデWS Iﾐゲデヴ┌ﾏWﾐデゲ ;ﾐS Iﾏヮヴﾗ┗ｷゲ;デｷﾗﾐげが ヮく ヱンく 
11
 D;┗ｷWゲが けIﾐ┗WﾐデWS Iﾐゲデヴ┌ﾏWﾐデゲ ;ﾐS Iﾏヮヴﾗ┗ｷゲ;デｷﾗﾐげが ヮく ヱンく 
12
 H┌ｪｴ D;┗ｷWゲが けWﾗヴﾆｷﾐｪ ┘ｷデｴ “デﾗIﾆｴ;┌ゲWﾐげが Composer, 27 (1968), 8に11. 
13
 D;┗ｷWゲが けIﾐ┗WﾐデWS Iﾐゲデヴ┌ﾏWﾐデゲ ;ﾐS Iﾏヮヴﾗ┗ｷゲ;デｷﾗﾐげが ヮく ヱヲく 
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Gentle Fire also performed a number of its own Group Compositions, which were 
compositions written collectively by all the members of the group.14 From the 1970s 
onwards Davies regularly worked with various other instrument-builders, notably Max 
Eastley, David Toop, and Hans-Karsten Raecke. 
D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデ-building practice, in other words, developed within several over-lapping 
contexts, including avant-garde art music, jazz, improvisation, and of course the broader 
context of instrument-building itself (see Figure 1). D;┗ｷWゲげゲ ヮヴ;IデｷIW Hﾗデｴ ゲｴ;ヮWSが ;ﾐS ┘;ゲ 
shaped by, these overlapping contexts. 
 
Figure 1. Some of the overlapping contexts in which  
D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデ-building practice took place. 
D;┗ｷWゲげゲ Eデｴﾗゲ ﾗヴ けSデ┞ﾉWげ 
LｷﾆW ;ﾐ┞HﾗS┞が D;┗ｷWゲげゲ attitudes and beliefs changed over time. However, in terms of the 
Wデｴﾗゲ ┌ﾐSWヴﾉ┞ｷﾐｪ D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデ-building practice, several persistent recurring themes 
are apparent. These are: economy, materiality, community, and the environment. 
Economy 
D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデゲ ┘WヴW economical in the sense that they were quite minimalistic, and 
used found, recycled, or cheaply available objects as their constituent materials. There was 
also a certain economy in the playing style, where minimalねeconomicalねresources were 
maximally exploited to yield the most diverse range of possible musical results attainable. In 
デｴW デW┝デ ;IIﾗﾏヮ;ﾐ┞ｷﾐｪ デｴW “ｴﾗ┣┞ｪが D;┗ｷWゲ デ;ﾉﾆWS ;Hﾗ┌デ W┝ヮﾉﾗヴｷﾐｪ けデｴW ┘ｴﾗﾉW ヴ;ﾐｪW ﾗa 
possibilities in the instrument within the ﾏ;┝ｷﾏ┌ﾏ SWｪヴWWゲ ﾗa ┗;ヴｷ;デｷﾗﾐげく15 
Materiality 
D;┗ｷWゲげゲ ;ヮヮヴﾗ;Iｴ デﾗ playing his instruments was to let the materials speak for themselves:  
                                                          
14
 H┌ｪｴ D;┗ｷWゲが けGWﾐデﾉW FｷヴWぎ Aﾐ E;ヴﾉ┞ Aヮヮヴﾗ;Iｴ デﾗ Lｷ┗W EﾉWIデヴﾗﾐｷI M┌ゲｷIげが Leonardo Music Journal, 11 (2001), 
53にヶヰき “ｷﾏﾗﾐ EﾏﾏWヴゲﾗﾐが けLｷ┗W EﾉWIデヴﾗﾐｷI M┌ゲｷI ｷﾐ Bヴｷデ;ｷﾐぎ TｴヴWW C;ゲW “デ┌SｷWゲげが Contemporary Music Review, 6 
(1991), 179に95 <http://dx.doi.org/10.1080/07494469100640191>. 
15
 D;┗ｷWゲが け“ｴﾗ┣┞ｪげく 
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WｴWﾐ ｴW デ;ﾉﾆゲ ;Hﾗ┌デ ｴｷゲ ┘ﾗヴﾆ ｷデ ｷゲ ﾐﾗデｷIW;HﾉW デｴ;デ D;┗ｷWゲ Iﾗﾐゲデ;ﾐデﾉ┞ ┌ゲWゲ ヮｴヴ;ゲWゲ ﾉｷﾆW さデｴW 
instrument tells me what to Sﾗざが ぷﾗヴへ さデｴW ﾏ;デWヴｷ;ﾉゲ ゲｴﾗ┘ ﾏW ｴﾗ┘ ｷデ ゲｴﾗ┌ﾉS HWくざ16 
Materiality was IWﾐデヴ;ﾉ デﾗ D;┗ｷWゲげゲ ヮヴ;IデｷIWが デｴWﾐが ｷﾐ デｴW ゲWﾐゲW デｴ;デ デｴW ﾏ;デWヴｷ;ﾉ ヮヴﾗヮWヴデｷWゲ ﾗa 
the instruments were allowed to shape the music as it unfolds in performance. 
Community 
There was also an open, community-spirited Wデｴﾗゲ ┌ﾐSWヴﾉ┞ｷﾐｪ D;┗ｷWゲげゲ ヮヴ;IデｷIWく HW ヴ;ﾐ 
instrument-building workshops with children, for instance, where the idea was that anybody 
could participate, regardless of background, and without the need for formal musical 
training. He also frequently exhibited his instruments in art galleries, where members of the 
public were encouraged to interact with them. For Davies, music, as an activity, was 
supposed to be inclusive, collaborative rather than competitive, and non-hierarchical. There 
is a sense that he wanted as many people as possible to become involved in music-making, 
and he structured his activities around this credo. 
Environment 
Davies was also an environmentalist, and this is reflected in many aspects of his creative 
output and professional practice. His compositional work often took its inspiration from 
nature and the natural world, and he held parallel interests in field recording as well as 
advocating the building of acoustic parks in cities. Recycling and repurposing were 
prominent characteristics of his instrument-building practice, and one of the stated aims of 
ｴｷゲ ┘ﾗヴﾆゲｴﾗヮゲ ┘;ゲ デﾗ WﾐIﾗ┌ヴ;ｪW ヮ;ヴデｷIｷヮ;ﾐデゲ けto realise that the riches of our planet do not 
need to be consuﾏWS ;ﾐS デｴヴﾗ┘ﾐ ;┘;┞ ゲﾗ ケ┌ｷIﾆﾉ┞くげ17 
Luke Patterson and Lee Fowler 
In terms of present-day electronic instrument-building and performance practice, the work 
of Lee Patterson and Luke Fowler ｷゲ ゲｷﾏｷﾉ;ヴ デﾗ D;┗ｷWゲげゲ ┘ﾗヴﾆ ｷﾐ ; ﾐ┌ﾏHWヴ ﾗa ┘;┞ゲ. Patterson 
and Fowler briefly explain their practice in a video that is available online.18 Here, they are 
talking about a performance they did as part of an exhibition of self-built instruments, not 
by Hugh Davies, but by Tony Conrad, who is from the same generation as Davies but based 
in the United States. Some parallels with D;┗ｷWゲげゲ ┘ﾗヴﾆ ought to become apparent upon 
watching the video; these are summarised below. 
For Hugh Davies 
Another project that more directly acknowledges the influence of Hugh Davies is a CD 
entitled, tellingly enough, For Hugh Davies, which was released by the independent record 
label Another Timbre in 2008.19 For this project three performersねAdam Bohman, Lee 
Patterson (whom we have already encountered in the video referenced previously) and 
Mark Wastellねimprovised alongside recordings of Hugh Davies performances made in the 
1970s (and one made in the late 1960s). The result was, in effect, a quartet comprising Hugh 
                                                          
16
 D;┗ｷS ‘ﾗHWヴデゲが けH┌ｪｴ D;┗ｷWゲぎ Iﾐゲデヴ┌ﾏWﾐデ M;ﾆWヴげが Contact, 17 (1977), 8に13 (p. 11). 
17
 Hugh Davies, Sounds Heard: A Potpourri of Environmental Projects and Documentation, Projects with 
Children, Simple Musical Instruments, Sound Installations, Verbal Scores, and Historical Perspectives 
(Chelmsford: Soundworld Publishers, 2002), p. 96. 
18
 L┌ﾆW Fﾗ┘ﾉWヴ ;ﾐS LWW P;デデWヴゲﾗﾐが けPWヴaﾗヴﾏ;ﾐIW aﾗヴ Iﾐ┗WﾐデWS AIﾗ┌ゲデｷI;ﾉ Tﾗﾗﾉゲ ;ﾐS “┞ﾐデｴWゲｷゲげが Vimeo, 2014 
<https://vimeo.com/114857629> [accessed 3 March 2015]. 
19
 Hugh Davies and others, For Hugh Davies (Sheffield: Another Timbre, 2008). 
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Davies (recorded) and three other live musicians. In the notes that accompany that CD, it is 
noted th;デ デｴWゲW ;ヴW ﾏ┌ゲｷIｷ;ﾐゲ デｴ;デ ｴ;┗W HWWﾐ けSWWヮﾉ┞ ｷﾐaﾉ┌WﾐIWSげ H┞ D;┗ｷWゲげゲ ┘ﾗヴﾆくくく ;ll of 
whom IｷデW D;┗ｷWゲ ;ゲ ; aﾗヴﾏ;デｷ┗W ｷﾐaﾉ┌WﾐIWげく20 
Sｷﾏｷﾉ;ヴｷデｷWゲ デﾗ D;┗ｷWゲげゲ Pヴ;IデｷIW 
So what specifically are some of the points of similarity? Here, will combine observations 
both from the For Hugh Davies CDが ;ﾐS aヴﾗﾏ P;デデWヴゲﾗﾐ ;ﾐS Fﾗ┘ﾉWヴげゲ IﾗﾏﾏWﾐデゲ aヴﾗﾏ デｴW 
video cited previously. Very briefly, there are similarities in methodology, in the specific 
materials used to build instruments, in the methods of playing, and in musical language. 
LWW P;デデWヴゲﾗﾐげゲ ヮヴ;IデｷIW ｷﾐ ヮ;ヴデｷI┌ﾉ;ヴ ｷゲ H;ゲWS ﾗﾐ デｴW ;ﾏヮﾉｷaｷI;デｷﾗﾐ ﾗa ┗Wヴ┞ ケ┌ｷWデ ゲﾗ┌ﾐSゲ 
andねas he said in the videoねﾗﾐ デｴW けｷﾐゲデヴ┌ﾏWﾐデ;ﾉｷゲ;デｷﾗﾐげ ﾗa デｴﾗゲW ゲﾗ┌ﾐSゲく HW H┌ｷﾉSゲ ｴｷゲ 
own instruments from every-day or found objects, and favours some of the same materials 
as Davies, such as springs and contact microphones. Some of the methods of playing are 
similar too, such as blowing, which was a method used by Davies for playing his Aeolian 
Harp. The use of a table top filled with amplified objectsねagain, as seen in the videoねis 
;ﾐﾗデｴWヴ Iｴ;ヴ;IデWヴｷゲデｷI デｴ;デ ヴWゲWﾏHﾉWゲ D;┗ｷWゲげゲ ┘ﾗヴﾆが HWｷﾐｪ ゲｷﾏｷﾉ;ヴ デﾗ ｴｷゲ M┌ﾉデｷ-Shozyg. 
Patterson also mentioned in the video that he and Fowler have parallel interests in field 
recording, which was also one of D;┗ｷWゲげゲ interests, in line with his environmental concerns. 
AﾐﾗデｴWヴが ゲﾉｷｪｴデﾉ┞ ﾏﾗヴW ﾗHﾉｷケ┌W ┘;┞ ｷﾐ ┘ｴｷIｴ D;┗ｷWゲげゲ ｷﾐaﾉ┌WﾐIW ｷゲ aWﾉデ ｷﾐ デｴｷゲ ヮヴﾗﾃWIデが ｷゲ 
stylistic, and it manifests itself in what Evan ParkerねD;┗ｷWゲげゲ H;ﾐS-mate in Music 
Improvisation CompanyねSWゲIヴｷHWS ;ゲ けデｴW ゲW┗Wヴ;ﾉ さﾉ;┞Wヴゲざ ;ヮヮヴﾗ;Iｴ デﾗ ｷﾏヮヴﾗ┗ｷゲｷﾐｪげ.21 This 
approach, Parker says, developed rapidly after Davies joined the Music Improvisation 
Company, whereas before the musical dialogue between the players had been more in the 
ゲデ┞ﾉW ﾗa けヮｷﾐｪ-ヮﾗﾐｪげき ; ゲデ;デWﾏWﾐデ H┞ ﾗﾐW ヮﾉ;┞Wヴが aﾗﾉﾉﾗ┘WS H┞ ; ゲデ;デWﾏWﾐデ aヴﾗﾏ ;ﾐﾗデｴWヴが デｴWﾐ 
a statement by another, and so on. It is fitting, then, that the For Hugh Davies project should 
feature as one of its component parts a recording of Davies, whichねby the simple fact of 
being a fixed recordingねﾏ┌ゲデ ﾐWIWゲゲ;ヴｷﾉ┞ ﾗヮWヴ;デW ;ゲ ;ﾐ ｷﾐSWヮWﾐSWﾐデ けﾉ;┞Wヴげ ｷﾐ デｴW ﾏ┌ゲｷI;ﾉ 
fabric, rather than as part of a reciprocal dialogue between performers. 
Live Coding 
Live coding refers to the practice of using computer programming languages in a live 
performance, to generate or manipulate music, or visuals, in real-time. In the following three 
sections I discuss some speculative connections HWデ┘WWﾐ D;┗ｷWゲげゲ practice and the present-
day practice of live coding, based upon three of the themes that I described previously as 
HWｷﾐｪ IWﾐデヴ;ﾉ デﾗ D;┗ｷWゲげゲ ヮヴ;IデｷIWく  
Materiality 
According to the digital musician and musicologist Thor Magnusson, computer code and 
prograﾏﾏｷﾐｪ ﾉ;ﾐｪ┌;ｪWゲ I;ﾐ HW デｴﾗ┌ｪｴデ ﾗa ;ゲ ｴ;┗ｷﾐｪ けﾏ;デWヴｷ;ﾉげ Iｴ;ヴ;IデWヴｷゲデｷIゲく22 In live 
coding, these material characteristics define the ways in which the music unfolds over time, 
                                                          
20
 AﾐﾗデｴWヴ TｷﾏHヴWが けFﾗヴ H┌ｪｴ D;┗ｷWゲげが Another Timbre, 2008 
<http://www.anothertimbre.com/forhughdavies.html> [accessed 7 November 2012]. 
21
 Derek Bailey, Improvisation: Its Nature and Practice in Music, new ed. (New York: Da Capo, 1993), p. 94. 
22
 Tｴﾗヴ M;ｪﾐ┌ゲゲﾗﾐが けTｴW M;デWヴｷ;ﾉｷデ┞ ﾗa CﾗSW づづ CﾗSW ;ゲ LｷデWヴ;デ┌ヴWげ ふヮヴWsented at the Musical Materialities 
conference, Sussex, 2014). 
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in a comparable way to how the physical materials are allowed to determine how musical 
W┗Wﾐデゲ ┌ﾐaﾗﾉS ┘ｴWﾐ D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデゲ ;ヴW ヮﾉ;┞WSく 
Economy 
There is also a sense in which live coding must be economical. The computer code that 
determines the sound generation and musical structuring has to be typed out in real time as 
the performance proceeds.23 For this reason, economical code that can nonetheless yield a 
diverse range of musical results is desirable, and in this respect the practice of live-coding 
could be thought of as getting the maximum musical potential out of the minimum lines of 
code. This is ゲｷﾏｷﾉ;ヴ デﾗ D;┗ｷWゲげゲ ﾏ;┝ｷﾏ;ﾉ W┝ヮﾉﾗｷデ;デｷﾗﾐ ﾗa aﾗ┌ﾐS ﾗヴ ヴWI┞IﾉWS ﾗHﾃWIデゲく 
Community 
In live coding one gets the impression of a democratic community in which hierarchical 
relationships are broken down in favour of more inclusive, collaborative working methods: 
Live coding is inclusive and accessible to all. Many live coding environments can be 
downloaded and used for free, with documentation and examples to get you started and 
friendly on-line communities to help when you get problems.
24
 
That openness and ｷﾐIﾉ┌ゲｷ┗ｷデ┞ ﾗa ;ヮヮヴﾗ;Iｴ ゲWWﾏゲ ゲｷﾏｷﾉ;ヴ ｷﾐ ゲヮｷヴｷデ デﾗ D;┗ｷWゲげゲ ｷﾐゲデヴ┌ﾏWﾐデ-
building workshops. 
Video Projection 
Another point of similarity between live-IﾗSｷﾐｪ ;ﾐS D;┗ｷWゲげゲ ヮヴ;IデｷIW ｷゲ ｷﾐ デｴW ┌ゲW ﾗa ┗ｷSWﾗ-
projection in performances. In concerts of live-coded music, it is common practice to video-
project the computer screen so that audience members can see how the code being typed 
relates to changes in the music.25 As a comparable antecedent to this, Davies used to video-
project images of his hands when playing his self-H┌ｷﾉデ ｷﾐゲデヴ┌ﾏWﾐデゲが けWﾐ;Hﾉｷﾐｪ デｴW ;┌SｷWﾐIW 
デﾗ ﾏ;ﾆW ; IﾉW;ヴWヴ IﾗﾐﾐWIデｷﾗﾐ HWデ┘WWﾐ ┘ｴ;デ デｴW┞ ゲWW ;ﾐS ┘ｴ;デ デｴW┞ ｴW;ヴげ.26  
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